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PURPOSE OF THE THESIS: The thesis will attempt to prove
the worth of the airbrush as a fine arts tool.
SCOPE: The airbrush will be used to build an illusion of
light, volume, and three-dimensional depth, using the circle as a
theme. The selection of this shape is in keeping with the circle's
universal qualities, especially its relation to the Divine.
PROCEDURE : An investigation will be "made of the various
surfaces conductVez to the airbrush technique and to those paints,
etc., which will allow the airbrush to render a variety of circular
shapes. There will also be experimentation into the treatment of
the finished painted surfaces, i.e., glossy, matte, semi-gloss, semi-
matte etc., as well as gloss-matte combinations. Books concerned with
the circle or circular forms, mystical illusionary space, and tech
nical books on the airbrush will also be employed. The number of
pieces to be completed will reach eight to ten.
ALTERNATIVE PROPOSALS SUGGESTED:
1. Illusionary Painting





AIRBRUSHCONSTRUCTION AND TECHNIQUE: EARLIER USES
The first airbrush was constructed of wood and the original
patent right was traded for a bedstead. The airbrush is essen
tially a simple instrument which uses compressed air to atomize
a liquid paint in order to spray the paint on a desired surface.
The amount of paint and the force of the spray are controlled by
the adjustment of the operating button (figure 1). Control of the
size of the area to be painted is determined by the motion given
to the instrument and the distance of the brush from the piece.
The air pressure is regulated by the downward movement of the
operating button. The amount of paint sprayed is controlled by
the backward movement of the operating button. In this process
the air creates a suction which pulls the paint from the cup and
then atomizes it into a fine spray. The spray consists of small
drops of paint propelled along in a stream of air. The particles
of paint, upon leaving the tool, are fanned out, therefore, allow
ing narrow and intense sprays from close work and fine and mist
like sprays from distant work. Coordination of the flow of air and
paint and the motion over the work at the proper distance and
angle is the basis of all airbrush technique.
Artists find the airbrush of much value to themselves as












FIGURE 1 AIRBRUSH DETAIL
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brush, being a mechanical instrument, is looked upon with con-
1
siderable disfavor by the fine
artists." This stigma that has
been attached to the airbrush is ridiculous, for have not the
pen and pencil which are also mechanical instruments been accepted?
Their acceptance relies mainly on their being traditional art
instruments, as opposed to the airbrush which was almost Immediately
associated with commercial art. This derogatory association with
the airbrush is unfounded for no less skill is required to work
with the airbrush than with the other art mediums. While the
airbrush is a mechanical instrument, it is necessary for it to
be operated with a coordination of physical and mental energies.
The airbrush is important for it is a unique tool with
its own advantages. Failure to realize and appreciate this has
led to its misuse and disuse today.
In the past its uses have included several areas. Its
potentials have been explored in architectural rendering, in
terior rendering, commercial and industrial illustration, pos
ter art, portraiture, and photographic retouching. It has been
valuable in these areas for its shading potentialities, textural
effects, and for the smooth slick quality unachievable in the
most skilled brushwork.
The airbrush is a standby to the commercial artist as
it saves much time. The animated film cartoonist also finds it
indispensible. All professional cartoon films of the
1940'
s were
produced with backgrounds painted with the airbrush. In this
1
J. C. Tobias, A Manual of Airbrush Technique (Boston:
American Photographic Publishing Co., 1941), p. vli.
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field, the backgrounds are sprayed on transparent sheets of
cellulose acetate. The drawing is then hand painted on another
sheet of the film with the latter superimposed.
An example, of skilled use of the airbrush may be cited
in the work of Hans Barschel. In his Fortune Magaz lne cover
(figures 2,3t and 4) the exquisite subtleties and precision pos
sible with the airbrush are evident. Note particularly the infinite
atmospheric space achieved in the upper right-hand corner. The
air"teres!- * * potential for rendering cold,
hard,- metallic structural
compositions has been well explored in the piston form. Mr. Bar
schel
'
s pieces are indicative of the competent airbrush work
accomplished during the thirties and forties.
Other artists who used the airbrush are Coles Phillips
and Maxfield Parrish. The former used it almost entirely to
create the striking figure and costume designs that were so widely
used in hosiery advertising, and the latter used it principally to
lay the smooth intensely blue, skies that characterized his "work.
Each artist used the airbrush to achieve entirely different re
sults and explored the tool to its ultimate capacity to meet their
individual demands.
Herbert Bayer, painter, photographer, and designer used
airbrush in much of his graphic work. An example may be seen in
figure 5
Vargas is another example of an artist who used the air
brush. Throughout his career Mr. Vargas has used the airbrush in
rendering "girlie
pictures" for Esquire. He is probably one of
the few people who still employ the airbrush. His style has
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his technique has remained fairly constant.
At the time when Vargas started his renderings there was
a need for perfecting photographs, especially color photographs.
Rather than exploring the airbrush's creative potentials, its
capacity for rectifying photographs was developed. One author
states, the airbrush's "More legimate uses in this connection are
to be found in the obliteration of backgrounds of the smoothing
out of a confusion of highlights or glossy surfaces. Even so,
these so-called blemishes are not usually beyond ja photographer *s
control and, no matter how skillful the retoucher, he is seldom
2
able to disguise his use of an alien medium."
This exercise of one aspect of the airbrush's repertoire
is apt to give the instrument an undeservedly restricted repu
tation among purists who would like to see it used more often as
an artist's medium in its own ri^ht. Yef'In view of the extent to
which it is employed in photographic retouching,
many,"
of the




Therefore, as we can see, the use of the airbrush as a
repairing tool in photography has reduced its creative potential.
Certain people, However, such as Man Ray, after being introduced to
the airbrush and its capacity as a commercial art tool, attempted
to explore its potential as a fine arts tool. Some of these results
have shown promise (figure 7). And yet, the airbrush failed to
attract many fine art adherents.
2
Holme, ed . , "School for Airbrushing,
" Art and Industry







TRANSITIONTRIUMPH OF THE AIRBRUSH
The airbrush was explored in the field of commercial art
during the thirties and forties. An article written at the time
speaks of it in the following manner. "This relatively recent
attention-commanding and interest-compelling usage of the en
ticing airbrushed drawing of the female model has far outdistanced
its confinement to the field of fashion art and is being adopted
for the promotion of all types of consumers' goods from cigarettes
to automobiles. It is seen in every form of advertising from tiny
I
trademarks to huge billboards." This interest spread and was
used by several artists in fine art work.
Man Ray was an artist who took as interest in the airbrush
and brought new light to mechanist painting by making use of it.
His airbrush paintings "Aerographs" were the first spray gun
t
3
paintings. "The years 1918-20 brought to a picture for he first
time the subtle hues of this previously graphic
process."
1
Wold Airbrush M.F.G., Wold Airbrush Catalogue No. 59
(Illinois: Wold Airbrush M.F.G. Co., 1950), p.10-11.
2
B.Rose, Americpn Art Since 1900 (New York: Praeger Inc.,
1967), P. 89.
3
M.Jean, The History of Surrealist Painting (New York:
Grove Press, Inc., I960), p. 60.
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Man Ray was introduced to the airbrush while working
as a commercial artist where he used it for commercial purposes,
i.e., laying down large areas of color. After working hours
he experimented with this tool to paint on glass, his machine
pictures, and to do gouache renderings on tinted and white card
board. Man Ray was pleased with the results, for they had a
photographic quality although the subjects were anything but
figurative. He states, however, in his autobiography that he
started these "Aerographs" with a definite subjerct, for example,
nudes, an interior, or miscellaneous objects which serve as
stencils, but his results were always a more abstract pattern
(figure 8).
Man Ray was completely captivated by the airbrush and its
potentials. He described the experience of using the tool in the
following manner: "It was thrilling to paint a picture, hardly
4
touching the surface a purely cerebral act, as it
were."
It is interesting to note that Man Ray was probably the
only artist to use the airbrush as a fine art tool in painting.
Several of the styles prevalent in the 1920' s and 1930' s lent
themselves to such a technique, especially the precise works
of such men as Duchamp and Schamberg. But Man Ray was the only
person in this era to explore the airbrush's potentials. There
were several external factors which influenced this situation.
This may be exemplified in Man Ray's third show at the Galerle
Daniel, Paris. Included In this show were ten "quiet" airbrush
n




paintings and a few earlier oils to please Daniel. At the time,
Man Ray was warned to give no technical details on his new work
and allow the public to make its own deductions, thus creating
an air of mystery. The reaction Man Ray received from the critics
was described by him in the following manner: "There was a
hue-
and-cry from the critics: I had vulgarized and debased art.
5
Crowds came out of curiosity but nothing was
bought." This
attitude threatened Man Ray's position at the Galerie Daniel.
Therefore, we see that creative exploration on the air
brush as a fine arts tool was hindered by an unreceptive audience.
The society of the time seemed to be unwilling to link art with
the mechanical and hence art created by mechanical process. It
is therefore possible to assume that there were other artists
who saw potential in the airbrush, but never developed it in
depth because of this stigma. Considering the circumstances, it
is possible to suggest some artists did use the airbrush in fine
art work but probably never admitted to it because of this factor.
These people may have included Morton Schamberg, Marcel Duchamp,
and E. Lissitzky. Surely, their work in the early twentieth
century was conduslve to such a technique.
The concept of machine-made art is not foreign today.
We see light and kinetic art exhibited in our leading galleries
and in prominent collections. In the recent work of Jules
Olitski the spray technique is used in painting. He has abandoned




dyeing with the spray to create rich optical effects as in
"Prince Patutsky
Command" (figure 9). In his painting, the canvas
Is built up with successive spraying which causes colors to melt
one into another. This produces a feeling of sunlight and a
mystical atmospheric quality. We can see in Olitski a starting
point for spray paintings of the future.
Therefore, If the airbrush Is to be re-explored as a
fine art tool, it is quite conceivable that today's art audience
will accept its products.
It is the main purpose of this thesis, therefore, to
explore the airbrush as a fine art tool. While using the air
brush technique, the circular form or forms have been used as a
theme. A discussion of the nature of the circle and of its im
plications consequently follow.
-16-
FIGURE 9 J. OLITSKI
CHAPTER III
THE CIRCULAR FORM: ITS IMPLICATIONS PAST AND PRESENT
It has previously been established that the airbrush
has potentials for rendering various illusionary effects. These
potentials for the most part have been exploited in terms of
commercial art. In this thesis the airbrush technique has been
developed past this point as a fine arts tool with complete re
spect for its potentials. In exploring its potentials the circle
or circular forms were used as a theme.
The square is closely connected with man and his earthly
constructions, whereas the circle is related to the Divine. Since
ancient times a simple circle has represented eternity, for it
has neither beginning nor end. "An old text says that God is
a circle whose center is everywhere, but whose circumferemce Is
1
nowhere .
The circle is essentially a dynamic figure. It is the
basis of all rotary movements and of all vain and futile searches
for perpetual motion. It is the simplest of all curves. The
circle is considered by mathematicians to be a polygon with an
infinite number of sides. Take away an invisible point and i it
is a pathocircle. A point marked on a circumference of a circle
1
B. Munari, Discovery of the Circle (New York: George
Wittenborn Inc., n.d.) , p. 5.
-18-
eliminates the idea of eternity by Indicating a beginning and
an end.
The circle is easily found in nature. The first thing
a child draws usually looks like a circle. People forma circle
spontaneously when they want to observe something. This form
has also inspired man's early dwellings.
Dr. M.L. Von Franz has described the circle as a symbol
of the self. It expresses the totality of the psyche in all its
aspects including the relationship between man and the whole of
nature, "Whether the symbol of the circle appears in primitive
sun worship or modern religion, in myths or dreams, in the
man-
dalas drawn by Tibetan monks, in the ground plans of cities, or
in the spherical concepts of early astronomers, it always points
2
to the single most vital aspect of life its ultimate
wholeness."
One also finds in an Indian creation myth the story of
Brahma, who , as he stood on a thousand-petaled lotus, turned his
eyes to the four parts of the world. This gesture was a collecting
of his thoughts before he began his task of creation.
A similar myth is told of Buddha. At his birth a lotus
flower rose from the earth and he stepped onto it. While he
was on it he looked into the "ten directions of
space"
symbolic
of the uniqueness of Buddha. The spatial orientation performed by
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C. Jung, Man and His Symbols (New York: Doubleday & Co.,




The abstract circle is also found in Zen paintings. Re
ferring to a picture entitled "The Circle" by the famous Zen
priest Sangai, another Zen master writes, (In the Zen sect, the
4
circle represents enlightenment). It symbolizes human
perfection,"
The circle also appears in Christian Art. An example may
be found in the rose windows of the great cathedrals. "These
are representations of the Self of man transposed into the cosmic
plane. A cosmic mandala in the shape of a shining white rose was
5
revealed to Dante ln a vision." Mandalas are also seen in re
ligious paintings. Such a circular form over the head of Christ
when divided Into four parts refer to His sufferings as the Son
of Man, His death on the cross, and His differentiated wholeness.
The early Romanesque churches had abstract circular figures which
are believed to go back to pagan originals. There are many pic
torial mandalas or circular forms in Christian Art. An example
of such might be cited in the image of the Virgin in the center
of a circular tree. There was also the image of Christ surround
ed by the four Evangelists. These go back to the ancient images
of the god Horus and his four sons.
In architecture the circular form also played an important
part. We find this plan used in all ages in building and town
planning.
Today the symbol of the circle plays a large role in
painting. With few exceptions the traditional mode of representa





ponds to the dilemma of modern man's existence. "The circle is no
longer a single meaningful figure that embraces a whole world and
dominates the picture. Sometimes the artist has taken it out of
its dominant position, replacing it by a loosely organized group
6
of circles." This may be exemplified in
Kandinsky' s "A Few
Circles."
According to Kandinsky the point is life, the original
image of expression, the circle reduced to an extreme, the briefest
of all forms. He further states that once it is repeated or ex
tended it cleaves to the surface, occupying and defining it. Be
ginning in 1923. the interplay of circles traced on a white back
ground suggests the latter pieces in which Kandinsky explores the
reverse effect of colored circles on a dark background. Sometimes
Kandinsky1
s circles are representational and many times they are
not. Kandinsky warns his public not to be literal with lnterpretat-
ing his circles. Much of the time they are simply rich combinations
of totally abstract forms evolving on different planes at varying
distances (figures 10, 11, and 12).
Thus, we can see in
Kandinsky'
s use of the circle an
Instance where modern man has devoided the circle of its traditional
symbolic implications and used the circle as pure form. In many
of his pieces the circle has become secondary and, as Dr. Jung
implies, indicative of the dilemma of modern man.
The more recent works of Adolph Gottlieb utilizes an
irregular circle with strong value and intensity against a blackish
roughly brushed mass. "As grandly conceived statements of dual
ism (figure 13), the
bursts,','




FIGURE 10 W KANDINSKY
22
FIGURE 11 W KANDINSKY
FIGURE 12 W. KANDINSKY
FIGURE 13 A. GOTTLIEB
7
stylistic cannons than Gottlieb's previous paintings
do." Got
tlieb's concern is for simplification of composition. (This aspect
was very interesting and influential in my own paintings.) Got
tlieb's disks float in a space above an exploding form. He states
that the bursts evolved directly from the landscapes reminiscent
of earth-sky elements which attract and repel one another. The
cosmic forms and scale of the bursts evoke celestial vistas.
"Dualism is the pervasive theme of Gottlieb's art and his paint
ing is the eloquent resolution of forces and emotions.
Now he has arrived at a dispassionate world view dispassionate




The circular form plays an important role in Gottlieb's
paintings. His circular forms have been compared to Eracl^M
suspended in tension. "A radiant astral disk hovering over a
seething earth mass is a statement of radical opposition, and
these forms one cMm, defined, and tightly contained, the other
undisciplined, in flux suggest interpretations ranging from the
actual to the metaphysical, male and female, sun and earth, order
and chaos, creation and distruction, reason and emotion positive
and negative entities essential to one another that interact
9
across the charged field of the
canvas." In a recent article
7
M. Friedman, Adolph Gottlieb (Minneapolis: Colwell Press






on Gottlieb's show in New York the reference was made to the sym
bolic implications of his shapes. The sphere form related to the
spiritual and higher things in life while the vigorous massive
form on the bottom was reminiscent of the earthly and destructive.
This use of the circle or a circular form has exploited its
symbolic implications and has produced work that makes a statement
about our world. "The disk and its exploding counterpart are
two states of the same phenomenon. They allude to being and be
coming within a cycle that has neither beginning nor end; a cycle
that continues incalculably as particles of the universe fluctuate
10
alternately from matter to
energy."
Gottlieb has been referred to as an empiricist whose
paintings border on metaphysics.
Valuing-
limitations, he has
limited his composition and sincerely explored the circular form
in contrast to a chaotic massive form.
These artists are just two examples of men who have
explored the circle or circular form in painting. Oneexplored
the form for the sake of the form, the other for the sake of the
form and its symbolic implications.
Plato, with many others, has described the psyche as a
sphere. The square or rectangualr form is symbolic of the
earth-bound matter, of the body, and of reality. In most modern
art, the connection between these two primary forms in nonexistent
or vague. Their separation is another symbolic expression of the
psychic state of twentieth-century man. According to Jung his




But frequently the square and circle do appear together
which seems to indicate evidence of an uninterrupted psychic urge
to bring into consciousness the basic factors of life that they
symbolize. "Also, in certain abstract pictures of our time
(which merely represent a colored structure or a kind of 'primal





C. Jung, Man and His Symbols (New York: Doubleday & Co.,




"mundus: alpha and omega"
In this painting (figure 14) the airbrush technique was
used to achieve a mystical Illusion of space. A very matte surface
was desired; therefore, casein paints were used. The painting
surface was canvas primed with glue then white lead . The only
limitation of working on this type of surface is the slow manner
in which the work must be executed. Each layer of spray color
must be dry before another layer is sprayed or the paint runs.
The drying time is greater on this surface because the water con
tent in the paint remains on the surface and must be evaporated
before continuing. In the process of working on this piece,
various textures were explored in the box form and in the lower
third of the painting. Both of the resulting textures were
achieved by spraying one layer of wet paint over a dry layer
then blotting or rubbing the area with a cloth and other absorbent
material. The final part of this pte.ce was the execution of the
gold circular form. This form was inspired by a ring from a messy
paint jar. The actual circular form was painted from the base
of a small paint jar. The final painted surface was sprayed
with a clear matte plastic spray consisting of several layers.
As a final surface this is rather permanent. There was a slight
-29-
color change that was sacrificed in this process, but the textural
areas became more detailed.
There was a definite concept, but not a plotted-out idea,
of what results were desired. The author was greatly impressed
with Gottlieb's contrast of forms as expressed earlier, and his
work definitely inspired this piece. The upper portion of the
piece is symbolic of order (chaos controlled). Chaos is evident
inside the square but it somehow seems harmless with the order
established by the circle. The lower portion of *the painting is








This piece (figure 15) was executed on watercolor paper
with casein paints. Watercolor paper was selected after good
results were achieved during sketching and experimental studies.
Using watercolor paper with the airbrush allows for greater speed
in working because the paper absorbs the water content in the spray
rather than leaving it on the surface. The paint, however, re
mains on the surface and is easily smudged. This presented a
problem when using a stencil for the black forms. The stencil has
to adhere to the surface but not remove the paint. Frisket paper
with its own adhesive was found to be the solution. Another limita
tion of working with watercolor paper was the limitation of size
of paper available. This becomes a greater concern when working
with simple, but monumental forms. The piece could have been
much more powerful if executed four times Its size. The author does
not mean to imply that a larger piece is necessarily more powerful
than a smaller one, but due to the nature of the forms selected, a
larger scale seems necessary.
Inspiration for this painting came from Jung's discussion
of the sun being symbolized by a circular form or the sun itself
being a circular symbol. Specific reference were made to "Stone
henge", which served as a base for this painting. In this piece
the sun is not a defined circular image. It is a glow. What more
apporpriate manner Is there to achieve this subtle glowing 1 Ight
behind the rock forms than with the airbrush? The rocks are allowed
to have a translucent quality, thus giving them solidity and strength,
but still suggesting a strong glowing form behind them.
-32-
This piece was not sprayed with a fixative or protective
coating because a change would occur in the blues. Blue when
coated with plastics or varnishes tends to deepen and become








Figure 16, "mundus: black balloon", was executed on
tempered masonite. This provided an extremely flat surface which
could be exploited. The large flat black area* is flat black enamel
which was first applied with a roller and later sprayed with an
aerosol can of flat black enamel. The blue and purple semi-gloss
square is casein polished with steel wool. Both the flat black
enamel and the casein were applied over a surface which was
sanded, painted with gesso, and then pointed with a layer of
flat black latex. This influenced the shade of color in the blue
and purple form. The next area to be completed was the surface
of the balloon. A high-gloss black surface was desired for this.
Much difficulty was encountered in rendering this area which had to
be resurfaced several times. The last element to be completed
was the white string. This was executed in oils and was rendered
in a stylized manner.
There was a concern in this piece to involve the viewer
in the painting. To achieve this, the lntensly glossy surface
was used on the balloon. The viewer's image becomes part of the
piece because he is reflected in the surface of the balloon. There
was also a concern in this piece for contrast of glossy,
semi-
glossy, and matte finishes.
This was achieved through the var
ious paints described.
-35-




This piece (figure 17) was rendered on watercolor paper,
again because of the favorable results achieved in "mundus: stone-
henge."
The weight of this paper was much heavier than the other
piece and had a much rougher surface. The first spraying was done
with casein to achieve a matte background area creating a mystical
depth. Once this surface was sprayed and dried, it was then held
under running water. Running water was used to dissolve areas of
paint and disclose lower layers of spraying. This technique was
relatively controllable. The surface was then allowed to dry.
Next, the rock form was sprayed with the airbrush. The paint was
then sealed with a glossy fixative. A surface change was not evi
dent for the watercolor paper was very absorbent. The next step
was an aerosol spray of high-gloss black enamel. It was necessary
to build up numberous layers of enamel to attain desired results.
The light ray was sprayed last. This was done with a casein paint
for a contrast was desired between the light ray and the glossy
black. This is a rather impermanent technique. To a degree this
is compensated for by its being enclosed under glass.
The rock form employed in this piece was inspired by
massive rocks used by early Stone Age men in their religious ser
vices. In its center there was believed to be a circle or cir
cular form
mysteriously-
carved into the heart of the rock. Little
is known of these rock forms and their symbolic significance, but
many feel the sun
played a large role in the worship of these
peoples.
-37-




This was one of the larger pieces executed. It was
completed on canvas. The black background of this piece (figure
18) was achieved after several layers of paint were sanded down
and resurfaced with several layers of flat black enamel. The
socket form was built up on the white lead which had been sanded
down until a smooth surface was obtained. Casein paint was used
and each layer of paint in the process of developing the form was
sealed with several coats of a clear plastic spray. This allowed
for placement of later stencils without damaging the under-surface
The socket when completed was coated with a high-gloss clear
enamel to establish a contrast between it and the black area.
The black area being flat gives the illusion of a short dense
space. The painting itself was inspired by a socket in the
library. The play of the "mechanical
circles"
(screws, etc.)
with the box form were beautiful. Surely this stately form
deserves a place on canvas where its structural beauty can be
viewed by all .
-39-





Figure 19, "mundus: eye", was executed in three pieces.
The painting surface was canvas and the casein paints were used
ln the airbrush to render the eyeball. The eyeball when completed
was coated with several layers of clear gloss enamel which helped
to contrast the eyeball against the flat black background. In
addition, the gloss adds a surreal quality and aids in bringing
out some of the tonal gradations achieved by the airbrush. Much
thought was given as to whether this piece should contain one
panel or more. It was decided that three panels would be more
monumental. The idea of two eyes was rejected because it was
felt too ordinary or expected. Each of the three eyes was carried
out ln a different color and each has its own emotional overtones.
An illusion of space was explored in the center of the eye. The
pupils of the eyes appear to be raised and at the same time re
cessed into the eyeball. There is an optical play here, achieved
through the shading from the airbrush and the introduction of
sharply defined white circles.
"Mundus:
eye"
was inspired by the readings which discussed
the eye as a circular symbol of the past.
There was specific
mention of the Egyptian use of
the eye as a symbol of their
god. The Egyptian eye is very
powerful and graceful, and
protrays the spirit of the age of
the pyramids. This was^my
inspirition to create a twentieth-century
eye. Therefore, we
find a mechanical natured
eye with a surrealistic quality that
seems to be Indicative of
our age and its use of
the circle as
a symbol. The
circular form can be
used with reference to our
-41-
age as a symbolic form. It seems most characteristic when it
symbolically displays the mechanical and worldly concerns of







"mundus: sphere with screw"
This piece (figure 20) was completed on tempered masonite.
Casein and tempera were used in the airbrush. In this piece an
Illusion of space was created. Within this space an "almost"
three-dimensional sphere was rendered floating. The blue and
purple colors used were made much darker by the use of several
layers of clear plastic spray. There was a problem that evolved
in the development of this painting. While ln the process of
building this surface with sprays from the aircrush, a toothed
surface was created from the manner of application of the paint.
The surface, when sprayed with a fixative collects dust and is
difficult to clean. It would appear that glass would be a
corrective, but one is then limited in size for practical reasons.
In addition to the impracticability of glass, the weight would
be a problem.
After this piece had been finished it appeared too empty.
While working at a later time on "mundus: floor
socket" the
beauty of the circular form of a screw-head intrigued the author.
The idea occurred to incorporate the screw in this floating
spiritual -like ball. The irony of a screw, which is strictly
mechanical ln nature, can be seen when contrasted against the
mystical -type circle.
ROCHESTER INSTITUTE OF TECHNOLOGY LJ8RARY
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A circle is always something.
Sometimes even very much.
Sometimes rarely too much.
As a rhinoceros is sometimes too much.
Sometimes it--the circle sits in compact violet. The
circle the white circle.
And grows unquestionably smaller. Even smaller.
The rhinoceros bends its head, its horn. It threatens.
The corn-pact vio- let looks angry.
The white circle has grown small a little
point (ant's eye) grows.




Into a white circle.
It quivers once and only once.
Everything white.
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